
KOCH 
INTERNATIONAL 
CLASSICS 

VIKTOR ULLMANN 
Piano Sonatas Nos. 5,6,7 

String Quartet No.3, Op.46 

THE TEREZIN MUSIC ANTHOLOGY 



The Terezin Music Anthology, Volume I 
<N 

o VIKTOR ULLMANN (1898-1944) 
to Sonata No.5, Op.45** (1943) 16:29 
CO World Premiere Recording 

ED Allegro con hrio - Meno mosso (Von meiner Jugend) 4:49 

EH Andante 4:28 

GD Toeeatina: Vivace 1:23 

GD Serenade: Comodo - Meno mosso 3:01 

fo GO Finale fugato: Allegro molto 2:54 

0 Robert Kolben, Piano 

1 Sonata No.6, Op.49* (1943) 12:37 

1 GD Allegro molto - Andante poco adagio 4:18 
6- CD Allegretto grazioso 2:46 
fee 

•S E Presto ma non troppo 2:49 
'C GD Tempo primo 2:29 

£ Edith Kraus, Piano 

VO Sonata No. 7* (1944) 22:51 
ic World Premiere Recording 

i i GS Allegro, gemachliehe Halbe 4:30 

jjj £ 511 Alla marcia, ben miserato 1:51 
o £ G3 Adagio, ma con moto 5:09 
> C 
' 0 GD Scherzo: Allegretto grazioso - Trio - Scherzo 3:57 

G2 Variationen und Fugue (Allegro giocoso energieo, 7:01 

martellato sempre) iiber ein hebraisches Volkslied 

S £ Robert Kolben, Piano 
Recorded at 

•S § Jerusalem Music Center 
String Quartet No.3, Op.46* (1943) 14:15 

= 2 G2 Allegro moderate) 4:49 
*May 3, 6 and October 20,1987 GD Presto (Scherzo and Trio) 1:58 

'S 2 "September 1,1990 53 (Recapitulation of opening) 1:35 
t oc 
41 Cl Producer and Artistic Director: GS Largo 3:12 

David Bloch 
GS Rondo-Finale with Coda (Allegro vivace e ritmico) 2:25 

M S 
H U Recording Engineer: Victor Fonorov 

Members of The Group for New Music 
Ora Shiran, Violin 

Tone Masters: 
Eliakum Salzman, Violin 

X 11:| Yuval Karin (Piano Sonatas) Miriam Hartman, Viola 

m Michael Popper (String Quartet) Marcel Bergman, Cello 

lilLI Piano by Steinway&Sons Total time 66:14 

KOCH 
INTERNATIONAL 
CLASSICS 

3 - 7 1 0 9 - 2 HI 

®© 1991 

KOCH International Corp. 

A Product of 

KOCH International USA. 

177 Cantiague Rock Road 

Westbury, New York 11590 

All Rights Reserved. 

Unauthorized duplication 

is a violation of 

applicable laws. 

Printed and Manufactured 

in Austria. Designed by 

CommunicationHouse, NYC. 

(LC) 6 6 4 4) 

* <T 

^ 7 

5 = 

co 

o 
*o 

to 
X 



Viktor Ullmann9 1938 

Photograph reproduced from Die Musik in der Tschechoslowakischen Republik by Vladimir Helfert and 

Erich Steinhard, Prague, Orbis, 1938; courtesy of Yad Vashem Archives, Jerusalem. 



The Terezin Music Anthology, Volume I 

VIKTOR ULLMANN (1898-1944) 

Sonata No.5, Op.45 (1943) 16:29 
World Premiere Recording 

[1] Allegro con brio - Meno mosso (Von meiner Jugend) 4:49 
[2] Andante 4:28 
[3] Toccatina: Vivace 1:23 
[4] Serenade: Comodo - Meno mosso 3:01 
[5] Finale fugato: Allegro molto 2:54 

Robert Kolben, Piano 
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[7] Allegretto grazioso 2:46 
[8] Presto ma non troppo 2:49 
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Sonata No.7 (1944) 22.57 
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In 1780 Emperor Josef II built a fortress town 
in the northeastern part of Czechoslovakia’s 
Bohemian Protectorate and named it Theresien- 
stadt in honor of his mother. Empress Maria 
Theresa. Designed as a walled fortress, some 
60 kilometers from Prague, its location at the 
confluence of the Labe and Ohre rivers 
situated it as a buffer against any German 
attempt to invade from the north. Ironically, 
it was not until nearly 160 years later that 
this defense failed in the German occupation 
of Czechoslovakia in March 1939. In 
November 1941 Terezm, as it is called in 
Czech, became the site of one of the most 
deceitful chapters in the history of the 
Holocaust. From that year until its liberation 
in May 1945 Terezin served as a transit 
camp for some 140,000 Jews, including 
15,000 children. Staying for varying lengths 
of time, they were transported to the East, in 
groups of 1,000. 34,000 died in Terezin 
itself, and another 84,000 in the gas 
chambers of Auschwitz; survivors included 
not more than 150 children. 

Having served since its inception chiefly 
as a garrison town for Czech soldiers, 
Terezin was ideally suited for the forced 
imprisonment of its temporary inhabitants, 
who began arriving in November 1941, even 
before the evacuation of the local residents 
was completed. In their isolated ghetto, 
Terezin’s inmates suffered horrific condi¬ 

tions of overcrowding, hunger and disease. 
Of those who died there, especially old 
people, many were summarily executed. 
Terezin was, in fact, a very well-planned town, 
as set up and governed by its Council of 
Jewish Elders. The deception accelerated 
with the German‘s gradual realization that its 
existence, masqueraded as a “model town” 
or “Paradise Ghetto,” could deflect in¬ 
creasing rumors of the systematic destruction 
of Europe’s Jews. Culminating in a false 
beautification of the town, and a lessening of 
the population density by additional 
transports East, a visiting delegation of the 
International Red Cross in 1944 was 
successfully made to believe that conditions 
in Terezm were not only excellent, but that it 
was also the scpne of a flourishing cultural 
life. There was, of course, some truth to the 
showcase witnessed by the Red Cross in 
their brief and controlled visit: With the 
constant arrival of thousands of European 
Jews, including representation of the highest 
academic and artistic levels, and despite an 
equally steady exodus as the transports 
relentlessly removed both adults and children 
alike, an initially secret and dangerous 
cultural expression eventually flourished, 
supported by the Germans and facilitated by 
Terezin’s Council of Jewish Elders. If the 
musical life of the ghetto, including light 
music (coffee house and cabaret), recitals, 



chamber, orchestral and choral concerts, as 
well as operas, appeared to mirror that of 
more normal circumstances, in Terezfn the 
precious opportunity to immerse oneself in 
music afforded the culture-starved inmates a 
welcome respite from the pressures of daily 
existence in the face of an unknown and 
ominous future. It also served as a spiritual 
resistance, a courageous refusal to submit to 
the Nazi effort to utterly dehumanize the 
ghetto’s Jews. While their extraordinary 
cultural achievement is astonishing, it must 
be balanced by the realization that Terezfn 
was, despite its fundamental difference, a 
real concentration camp. Not everyone who 
passed through or remained there was in a 
condition, physically or psychologically, to 
be aware of the cultural life, much less 
participate in it or even care about it. But the 
lasting monument of their preserved creative 
efforts in art, literature and music is a living 
memorial to all who paid the supreme price 
of the Third Reich’s “Final Solution.” 

Viktor Ullmann 
Bom in Tesfn (Silesia) on January 1, 1898, 
Ullmann grew up and was educated in 
Vienna, participated in Schoenberg’s 
advanced courses in 1918-19, and at 

Drawing of Victor Ullmann by Peter Kien. 
Used with permission of the Terezin Museum, 

Terezin. 

Schoenberg’s recommendation, became one 
of Alexander Zemlinsky’s conducting 
assistants at the New German Theater in 
Prague in the 1920s. How highly Zemlinsky 
regarded him is seen in his having entrust¬ 
ed Ullmann with the preparation of 
Schoenberg’s Gurre-Lieder, as well as 
operas of Mozart, Strauss, Wagner, Berg and 
others, which he also conducted on occasion, 
in place of Zemlinsky. During the 1927/28 
season Ullmann became First Kapellmeister 
at the municipal theater in Aussig. In both 
cities Ullmann enjoyed a reputation as an 
excellent, conscientious and capable con¬ 
ductor. An active member of the Schoenberg 
circle, Ullmann was also a devoted follower 
of Rudolf Steiner’s anthroposophical 
movement. In the 1930s he composed, taught 
and wrote articles for German musical 

publications in Prague. 
Following unsuccessful efforts to find 

work in London or South Africa, Ullmann 
was finally trapped in Prague after the 
German invasion in March, 1939. In 1942 he 
was deported to Terezfn. Rather excep¬ 
tionally, instead of being given a customary 
work assignment, Ullmann was instead 
asked by the Freizeitgestaltung (leisure-time 
authority) to occupy himself with music, 
serving as critic, concert organizer (including 
the Studio for New Music, which he 
founded, and the Collegium Musicum), 

assisting in other performances, lecturing on 
such subjects as Mahler’s First Symphony, 
anthroposophy and music, and other topics. 
He also had more time to compose, account¬ 
ing for his unusually prolific production in 
comparison to the other Terezfn composers. 

Besides his impressive list of original 
compositions - three piano sonatas, a string 
quartet, several dozen Lieder, orchestral 
works and an opera, The Emperor of Atlantis 
(or Death Abdicates) - Ullmann made, upon 
request, a number of vocal arrangements of 
Yiddish and Hebrew songs. In addition to his 
extensive concert reviews, he wrote several 
essays, an opera libretto and a literary diary, 
The Strange Passenger; a collection of poems 
and aphorisms. This latter document 
discloses Ullmann’s deep despondency, his 
conflict about his Jewish identity, his 
basically Christian religiosity, and his 
cynicism. Nevertheless, in a frequently- 
quoted essay, Goethe and Ghetto, Ullmann 
considers the meaning of Goethe for 
“educated Europeans” in both daily living 
and culture. But where the interaction of life 
and art had earlier allowed the easier creation 
of beautiful forms, in Terezfn this was 
difficult, “where anything connected with the 
muses is in utter contrast to the surround¬ 
ings.” Maintaining that future generations 
would find no interest in the lack of pianos 
and music paper, Ullmann concludes in a 



profound expression of his, and his col¬ 
leagues, reserves of spiritual strength: 

...it must be emphasized that Theresien- 
stadt has served to enhance, not to 
impede, my musical activities, that by 
no means did we sit weeping on the 
banks of the waters of Babylon, and that 
our endeavor with respect to Arts was 
commensurate with our will to live. And I 
am convinced that all those who, in life 
and in art, were fighting to force form 
upon resisting matter, will agree with me. 
(Translated by Max Bloch, in his “Viktor 
Ullmann: A Brief Biography and 
Appreciation,” Journal of the Arnold 
Schoenberg Institute, Vol. Ill, No. 2, 
October 1979. Used by permission.) 

Ullmann was deported to Auschwitz on 
October 16, 1944, in one of the last trans¬ 
ports, where he died in the gas chamber. 

The Piano Sonatas 
While Ullmann’s works are well balanced 
between vocal and instrumental music in a 
wide variety of genres, the piano remained 
central to his creative expression. He had 
himself studied with Eduard Steurmann and 
often accompanied singers in the per¬ 
formance of his many songs. His primary 
corpus of solo piano works consists of seven 
sonatas, from the first in 1936 to the seventh 

in 1944. Considered as a whole, Ullmann’s 
seven sonatas are a signficiant contribution 
to the twentieth-century piano repertoire. 

Ullmann’s fifth, sixth and seventh piano 
sonatas were-composed in Terezm. As in his 
earlier sonatas, these works exhibit the 
composer’s preference for classic-romantic 
structures, using sonata-allegro form, often 
tri-partite designs for slow movements, a 
fondness for scherzi and trios, and frequent 
sets of variations concluding with fugues. 

Sonata No. 5, Op. 45 (1943) 
Despite its earlier designation as variations 
on a song without words, the first movement 
is clearly in sonata-allegro form. The entire 
exposition is taken up with two principal 
melodic ideas: the first, in 6/8, a bucolic and 
gigue-like succession of diatonic fourths in 
the tonic C major, leads by a rising scale to 
its repetition on the dominant, followed in 
turn by a symmetrical extension of this 
opening period with related motives; the 
second theme, in 9/8, a nostalgic waltz, is 
somewhat slower and more vocal in character. 
Throughout this movement these two con¬ 
trasting melodic styles are complemented by 
sixteenth-note figurations, providing both 
accompaniment (Chopinesque embroidery) 
and fragmentary articulation of the musical 
discourse. Combined variously in the 
development, all these elements are treated 

to expressive nuances in the recapitulation 
and in a final stretto - an extended coda - a 
climactic and richly harmonized reference to 
the second theme precedes the emphatic 
conclusion. 

The second movement, as with many of 
Ullmann’s slow movements, is especially 
chromatic, although its outer sections are 
grounded in an obsessively repeated C# in 
the left hand and several C# minor triads 
have a particularly chilling effect. It also 
considerably expanded by the composer, 
and, along with the first movement, is replete 
with orchestration notes. The movement is 
unique along extra-musical lines as well. 
While the slow movement of the first sonata 
carries “In memoriam Gustav Mahler”, that 
of the fifth betrays an ominous premonition. 
Although Ullmann crossed it out, the slow 
movement was entitled Vor dem Schlaf, after 
the poem by Karl Kraus. Whether the poem 
generated this movement or after its 
composition the music suggested the text is 
not at issue: the fact remains, however, that 
Ullmann quotes the first stanza. 

So spat ist es, so spat, 
was werden wird, 
ich weiss es nicht. 
Es dauert nicht 
me hr lange, 
mir wird so bange. 

It’s late now, so late, 
what will be, 
I don’t know. 
It will not 
last long, 
I begin to be afraid. 

Und seh’ in der and see in the 
Tapete wallpaper 
ein klagendes Gesicht. the wailing face. 

Toccatina, the third movement, is a 
miniature mosaic of fleeting musical images. 
Loosely tripartite, it begins fugally, but 
exchanges a quick succession of tiny 
episodes: two-part invention, etude, march, 
song, unified intervalically and by constancy 
of tempo. As such, it provides an almost 
parenthetical bridge between the preceding 
slow movement and the following Serenade. 
The fourth movement, again three-part in 
form, makes more of the march ambience 
than did its passing reference in the 
Toccatina. The Serenade’s first measures 
suggest Erik Satie. A sudden tempo increase 
heralds a new, dance-like figure, repeated, 
and followed by punctuation of two isolated 
bass notes and a higher sforzando chord. 
Over a left hand ostinato, a melodic series of 
vertical minor sixths reaches an acerbic peak 
in a crescendo repetition of dissonant chords. 
Transposed and compacted, all this runs by 
again, smoothly leading to a middle section 
in which Ullmann quotes a South Slovak folk 
song, variously harmonized in a beautiful 
passage culminating with a last statement in 
the bass, generating overtones in the upper 
register by means of silently-depressed keys. 
The repetition of the first part is condensed. 



By the last movement, Finale fugato, the 
earlier march fragments are supplanted by a 
full-blown march movement. The subject of 
this fugato consists of two parts: four 
repeated notes and a dotted rhythm, and 
more flowing series of eighth notes. In two 
or three voices, including treating the subject 
to “motu contrario”, the polyphonic sections 
are interrupted by several varied episodes. 
An increasing stridency envelopes this 
march, the dotted rhythm becomes more 
prominent, and a sixteenth-note figure is 
introduced, finally combined by inversion 
with a last statement of the subject in 
augmentation. Whereas both the sixth and 
seventh sonatas preserve a tonal consistency 
between their outer movements, this is not so 
in the fifth, which began in C and now 

concludes in E-flat. 

Sonata No. 6, Op. 49 (1943) 
Dedicated to Ing. Julius Zinnberger, Ullmann 
invited Edith Steiner-Kraus to premiere his 
Sixth Sonata not long after its completion. 
She programmed it between Schumann’s 
Kreisleriana and Brahms’ Sonata No. 3, on a 
recital presented eight times, as well as on an 
evening devoted entirely to Ullmann’s works. 
No. 6 is a cyclic and highly integrated work. 
The first movement achieves this inte¬ 
gration by presenting four distinct themes, of 
which the first two, intervallically related, 

are combined variously with two others, 
complementary between themselves, within 
the opening Allegro molto. The last two then 
form the principal material for a broad 
epilogue - a virtual slow movement in itself - 
whose polyphony builds to an intensely 
emotional climax. For Ullmann, whose 
admiration for Bach is one of the more 
consistent threads running through his work, 
this epilogue is a unique tour-de-force. 

The second movement, a set of vari¬ 
ations, is based upon a theme by Ullmann 
himself, notable because most of his earlier 
variations utilized themes, for example, by 
Schoenberg, a Moravian folk song as harmo¬ 
nized by Janacek, and a piano piece by the 
child Mozart. While generally retaining the 
essential harmonic structure of his theme, the 
successive variations reach a climax in the 
sixth, returning to the theme after a brief 

coda. 
The third movement, Scherzo, immedi¬ 

ately following, is a macabre, near demonic 
movement. Its trio continues, rather than 
relaxes, the formidable and angry rush, with 
the peak reached near the end of the 
scherzo’s repetition. Without pause the first 
movement returns, but softened both 
dynamically and harmonically. The briefest 
recollection of the andante which closed the 
first movement is followed by a resumption 
of quicker motion. The Sonata concludes 

emphatically with the same forceful chords 
heard shortly after the beginning of the work. 

Manuscript Page of Ullmann"s Sonata No. 7 
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Sonata No. 7 
Ullmann’s series of piano sonatas reached a 
climax with the completion of his seventh on 
August 22, 1944. At the top of the title page 
of the manuscript is a dedication, in French, 
to his three children, Max, the eldest, Johann 
Marcus, his younger brother, and their sister, 
Felicia. While the two younger children were 
sent by children’s transport to England, via 
Sweden, just before the war, Max was in 
Terezin with his mother and both ultimately 
perished in the gas chambers of Auschwitz. 
At the bottom of the title page, in German, is 
Ullmann’s poignant note that he reserves the 
rights to performances of this work during 
his lifetime. From the manuscript it would 
appear that the second movement, indicated 
as I, was perhaps written first (the successive 
movements were inscribed II, III and IV, 
respectively). The heading of the second 
movement is “Sonata No. 7” and subtitled, in 
parenthesis, “Theresienstadter Skizzenbuch”, 
both then crossed out. While there is nothing 
tentative as might suit material entered in a 
sketch book, the sonata exceeds even its 
predecessor, the Fifth Sonata, in what seem 
clear autobiographical allusions. Both from 
his several published articles on the music of 
Gustav Mahler and the designation “In 
Memorium Gustav Mahler” in the second 
movement of his Sonata No. 1 (1936), com¬ 
memorating the 25th anniversary of his 



death, as well as the general ambience of the 
first movement of Sonata No. 5, as earlier 
remarked, it is not surprising that the first 
movement of the seventh is imbued with the 
spirit of Mahler. The movement is in D 
major and the opening theme is immediately 
suggestive of Mahler’s Lieder eines fahrenden 
Gessellen. As with the Fifth Sonata, No. 7 
seems clearly conceived as a symphony - a 
Symphony in D was thought to have been 
composed - and the range of instrumental 
coloration, from full orchestral climaxes to 
the delicacy and intimacy of string quartet, 
solo violin, and winds, strengthens this 
impression. 

The second movement is a march. While 
still within the Mahlerian orbit, it expands upon 
that stylistic characterization with strident 
fanfares, powerful percussive articulation, and 
an almost frightening irony in contrast to the 
more Viennese atmosphere of the first move¬ 
ment. A clear autobiographical association is 
indicated by the repeated quotation of a 
primary motive from Ullmann’s Der Sturz 
des Antichrist (1935), an operatic setting of 
Albert Steffen’s anthroposophical drama of 
the same title. The motive refers to the 
Regent in this work, the personification of 
Antichrist, of an uncompromising appetite 
for universal power not unlike the Kaiser in 
Ullmann’s Terezfn operatic allegory of the 
Third Reich. 

The third movement is solidly centered 
in Ullmann’s closeness to the Second 
Viennese School. Indeed, it is one of the few 
instances in which he makes some use of the 
dodecaphonic technique. Formally, this third 
movement is a palindrome, as was the 
second movement of his first sonata, in 
which the first and third sections, largely 
identical, are themselves constructed in their 
own mirror image. A series of eleven pitches 
unfolds, develops and retrogrades. The 
opening phrase of the movement, in rhythm 
and melodic contour, paraphrases the 
beginning of the slow movement from his 
Sonata, Op.39, for violin and piano. 

For the fourth movement Ullmann again 
writes a scherzo and trio. In marked contrast 
to the others, however, this one is more 
classical in form and significantly lighter in 
style. Here, too, an autobiographical element 
may provide a clue as to why this is so. One 
of Ullmann’s chief duties as a member of 
Zemlinsky’s conducting assistants at the 
New German Theater in Prague from 1921 to 
1926 was the preparation of choruses and 
solo singers for productions to be conducted 
by Zemlinsky (although Ullmann was 
entrusted with conducting many of these 
himself upon occassion). In October 1923 
Zemlinsky produced Der Opernball, a well- 
known and popular operetta composed in 
1898 (Ullmann’s year of birth!) by the 

Austrian composer Richard Heuberger. In 
the trio of this scherzo Ullmann quotes a 
waltz motive from the Terzett of this work. 
The trio, in particular, radiates a nostalgic 
sentimentality, and while Ullmann once 
mentioned that he found no pleasure in these 
operettas, perhaps he felt a twinge of 
fondness nonetheless. The quote is in the left 
hand, near the end of the trio, and is echoed 
several times, which are admittedly hard to 
hear without both a fleeting fondness for a 
faded memory, certainly for Ullmann him¬ 
self, and the more so in view of the cir¬ 
cumstances surrounding the composition of 
this sonata several months before his tragic 
death in an Auschwitz gas chamber. 

The autobiographical element in Sonata 
No. 7, has been evident in evocations of 
Mahler, anthroposophy, the Second Viennese 
School and fin-de-siecle operetta. The final 
movement, perhaps surprisingly, is vari¬ 
ations and a fugue on a Hebrew folk song, a 
fragment of which, repeating several notes, 
relates directly to motives in each of the 
preceding movements. This song was written 
in the 1930 by Yehuda Sharett. It is a setting 
of a poem by the Russian-Jewish poet 
Rachel, in which she imagines herself as 
namesake to the Biblical matriarch: “Behold, 
her blood flows in my blood, her voice sings 
in mine - Rachel, who tends Laban’s flock, 
Rachel - mother of mothers.” Widely sung 

by the pioneers settling the Land of Israel, 
Ullmann may well have heard it from 
members of Zionist youth movements in 
Terezm. Sharett’s song is typical of his delib¬ 
erately archaic melodies, of limited range 
and assymetrical rhythmic groupings. The 
first half of the theme, acompanied by a 
single, and somewhat chromatic, bass line, is 
followed by eight variations. The theme is 
generally clearly preserved and the variations 
are more a succession of varied textural and 
harmonic settings, although its melodic 
phrases are increasingly transposed. With the 
following fugue, however, the minor mode 
becomes D major and the tempo increases to 
Allegro giocoso energico. Although the 
fugue theme is obviously related to Rachel, it 
momentarily parallels the Slovakian national 
anthem, “Nad tatrou sa blyska” (“Lightning 
is over the Tatra”). Ullmann’s apparent fear 
that this might be discovered by the Germans 
- the anthem was forbidden by the S.S. - is 
seen in his alteration of a single note in the 
manuscript (the performance restores the 
original). Several additional quotations are 
introduced in the fugue: the 14th-century 
Czech Hussite hymn, “Ktoz jsu bozf 
bojovnfci” (“Ye who are God’s warriors”), 
familiar even to non-Czech listeners from 
Smetana’s use of it in the Tabor movement 
of his Ma Vlast; the Lutheran chorale, “Nun 
wir danken alle Gottv (“Now we all thank 



God”); and the chromatic tones spelling B- 
A-C-H. 

String Quartet No. 3, Op. 46 (1943) 
Ullmann dedicated this work “in veneration 
and gratitude” to his friend Dr. Emil Utitz, a 
professor from Prague who played an active 
role in the cultural life of Terezfn. Dated 
January 23, 1943, the quartet is cast in a 
single movement, played without inter¬ 
ruption. While it cannot be compared to 
Ullmann’s two earlier quartets, from 1923 
and 1936, respectively, both of which have 
been lost, it evidences a very experienced 
hand in writing for this medium, in terms of 
idiomatic textures and sonorities. As with the 
sixth piano sonata, he has effected in this 
quartet a high degree of integration. This is 
outlined by Ullmann himself in a brief sketch 
of the formal design: The opening section, 
Allegro moderato, is an “Exposition (which 
will return)”; this is followed by a Presto, 
designated “Scherzo with trio, and an 
abbreviated repetition of the scherzo”, 
leading into a “Development of the principal 
theme”, i.e., the opening, mentioned above, 
the slow section. Largo is “like a fugue, with 
a development of the secondary theme as an 
episode”; and the last part is a Rondo-Finale: 
Allegro vivace e ritmico, with a “Coda” which 
brings back, for the third time, the principal 
idea of the opening. The quartet, as so much 

of Ullmann’s Terezfn music, carries a wealth 
of musical associations, from the highly lyric 
romanticism of the opening, to the driving, 
dance-like rhythms of the scherzo, the dense, 
polyphonic writing in the Largo, and the 
soaring heroism, perhaps, of the Rondo- 
Finale’s principal theme. As with the slow 
movement of Sonata No. 7, that of the 
quartet presents an 11-tone series in the 
opening viola solo; unlike the sonata, here it is 
transposed and inverted, a limited expression 
by Ullmann of the 12-tone technique. 
Quartet No. 3 is quite simply a stunning 
composition, and while echoes of Zemlinsky 
and even Debussy can be heard, this in no 
way diminishes the power and beauty of one 
of Ullmann’s most convincing compositions. 

Notes by David Bloch 

Robert Kolben was bom in Prague to a 
well-known Czech industrial family, the 
greater part of which perished in Terezfn and 
Auschwitz. Together with his parents and 
brother he succeeded in escaping 
Czechoslovakia in 1939, settling in Australia 
after a temporary stay in England. In his 
adopted country Kolben earned a diploma in 
engineering as well as winning several prizes 
as a pianist. Hermann Scherchen took him as 
a technician in his electro-acoustic studio in 
Gravesano (Tessin), paying him with piano 
lessons. For many years Kolben has lived in 
Munich and has undertaken concert tours to 
many countries, concentrating on perfor¬ 
mances of late Beethoven, Impressionist and 
contemporary works. He is involved in 
pedagogical activity, both privately and for 
the Free Music School of the Rudolf Steiner 
School in Munich. An active anthroposoph 
himself, Kolben first encountered the music 
of Ullmann at a musicians conference in 
Dornach, Switzerland. Since his 1985 
premiere of Ullmann’s Seventh Sonata, he 
has particularly devoted himself to studying 
and performing Ullmann’s works, especially 
the piano sonatas and art songs. Robert 
Kolben is also a composer and has written 
articles on Beethoven, Chopin and other 
topics. 

Drawing of Edith Kraus (artist unknown), 
Terzin. Used with permission of the Terezin 

Museum, Terezm. 

Edith Kraus, born in Vienna, moved 
with her parents at an early age to 
Czechoslovakia. In the 1920s she studied 
with Artur Schnabel in Berlin and estab¬ 
lished herself in Prague as a concert pianist 



and teacher. In 1942 she was deported to 
Terezm, remaining there until its liberation 
in May 1945. Ms. Kraus was one of the most 
active pianists in the ghetto, in solo recitals, 
chamber music, accompanying singers and 
playing one of the two pianos which served 
as the “orchestra” for a production of Bizet’s 
Carmen. In 1943, at the request of Viktor 
Ullmann, she premiered his Sonata No. 6 on 
a recital, together with Schumann’s 
Kreisleriana and the Third Sonata of 
Brahms. In addition to this program, 
presented eight times, she performed it on an 
evening devoted to Ullmann’s works. In 
August 1945 she resumed performing in 
Prague, including frequent live broadcasts 
for the Czech radio, especially compositions 
of contemporary Czech composers. In 1949 
she moved to Israel, where for many years 
taught at the Tel-Aviv Music Academy, in 
addition to recording regularly for Kol Israel 
Radio and performing in concerts. Ms. Kraus 
played the Ullmann Sonata again for the first 
time in 1985 and since then has recorded it 
for Kol Israel, Danish Radio and Czech 
Radio, besides performances in the United 
States, England and Israel. In October 1991, 
during the events commemorating fifty years 
since the opening of the Terezfn ghetto, she 
performed the Ullmann and other Terezfn 
works, in Prague and Terezfn itself. Devoted 
to Czech music, she has recently recorded 

music by Vorisek, Smetana, Janacek, Suk 
and Pavel Haas. In reviewing one of Kraus’s 
Terezfn recitals, Ullmann wrote of her 
playing Mendelssohn’s E Major Sonata that 
“one can scarcely think that it would be more 
beautiful if performed by the young 
Mendelssohn.” 

Ora Shiran, former concertmistress of 
the Israel Philharmonic Orchestra and of the 
Israel Chamber Orchestra, as well as soloist 
with the latter, now leads a balanced career 
in both chamber music and solo performance. 
Winner of the Odessa Midland Violin 
Competition, she has performed throughout 
North America, Europe and Israel, including 
extensive TV and radio recordings. 
Following studies with Rami Shevelov at the 
Rubin Academy of Music in Tel-Aviv, she 
was a scholarship student with Dorothy 
DeLay and Ivan Galamian at the Juilliard 
School of Music in New York, supported by 
a Ford Foundation Grant for her graduate 
work in chamber music. She has taught at the 
Juilliard School of Music and the Aspen 
Music Festival, inaugurated a violin program 
with Itzhak Perlman at Brooklyn College in 
New York, and since 1983, has taught at the 
Rubin Academy at Tel-Aviv University. She 
has been a participant in the Upper Galilee 
Chamber Music Festival, completed recital 
tours of the USA in 1987 and 1989. 

Eliakum Salzman completed the conser¬ 
vatory of Vilnius, Lithuania, his native city, 
was a member of the Vilnius Philharmonic 
Orchestra, with which he often appeared as 
soloist, and performed chamber music 
regularly. In 1974 he settled in Israel and the 
following year joined the Israel Philharmonic 
Orchestra. Since 1979 he has been Principal 
of the second violin section and has had solo 
performances with the IPO. He continues as 
an active chamber music artist, including 
much participation in contemporary music 

concerts. 

Miriam Hartman, from Philadelphia, 
Pennsylvania, studied at Yale University 
with Raphael Hillyer and at the Juillard 
School of Music with Paul Doktor, where 
she earned her Master of Music degree. She 
was a member of the Bargemusic String 
Quartet in New York from 1980 to 1982 and 
participated in the Marlboro Music Festival. 
In 1983 she moved to Israel and from 1984 
has been Assistant Principal violist in the 
Israel Philharmonic Orchestra. She has been 
soloist with both the IPO and the Jerusalem 
Symphony Orchestra and regularly performs 
chamber music throughout Israel. 

Marcel Bergman was bom in the USSR 
and studied at the Leningrad Conservatory. 
He appeared throughout the USSR and 

taught at the Leningrad Conservatory. In 
1978 he settled in Israel and joined the Israel 
Philharmonic Orchestra. After a short time 
he was promoted to Co-Principal of the IPO 
cello section. He participates in various 
chamber ensembles in Israel and abroad and 
is a member of the Israel Piano Trio. Mr. 
Bergman has often appeared as soloist with 

the IPO. 

The Terezfn Music Memorial Project 
was established by David Bloch in Israel in 
1986 as an activity of The Group for New 
Music following its highly acclaimed concert 
of Terezm music in the B’nai B’rith Music 
Festival in England. Since then the project 
has presented and co-produced concerts in 
Israel, Denmark, Germany, Canada and the 
United States, including at the Arnold 
Schoenberg Institute in Los Angeles, 
colleges and universities in Washington and 
Oregon, the Musikhochschule in Hamburg, 
the first Festival of Jewish Music in 
Copenhagen, and live broadcasts from Tel- 
Aviv and Jerusalem. In addition to perform¬ 
ing Terezfn music, the project’s purposes 
include lectures, research and producing The 
Terezm Music Anthology, a series of nine 
CDs, with KOCH International Classics. 

The Terezfn Music Anthology is 
intended as a comprehensive collection of 



music composed in the Terezfn concentration 
camp. Keeping this music alive through 
performances and recordings serves not only 
as a memorial to those who lived, suffered 
and died in Terezfn and Auschwitz, but also 
as a unique documentation of the diversity of 
their musical achievements and its universal 
message of the indestructibility of the human 
spirit. 

David Bloch, Artistic Director of The 
Terezfn Music Anthology, is a pianist and 
musicologist. Formerly on the faculty of 
Portland State University in Oregon, he has 
lived in Israel since 1973, where he is a 
member and former chairman of the Tel- 
Aviv University Musicology Department. As 
director of The Group for New Music, Bloch 
has produced contemporary music concerts 
at the Tel-Aviv and Israel Museums, Beit 
Hatefutzoth (Museum of the Jewish 
Diaspora), Jerusalem Van Leer Foundation, 
and a series of videotaped composer 
workshops at the Jerusalem Music Center, 
with many distinguished American, 
European and Israeli composers. He has 
recorded for Kol Jsrael, Czech Radio, the 
Voice of Cairo and the BBC. 
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